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PREFACE 

Kohalarahasyam, a work on music by Kohala, has been 
chosen by me for my dissertation for the course 'Diploma in 
Manuscriptology', conducted by the Department of Samskrit, 
University of Madras. The Ms. copy of this work is available in 
GOML., and is listed in their Triennial Catalogue, MT. 787. The 
work is incomplete , in the sense that only the thirteenth 
chapter, the Ragadhyaya is available. Yet, as the work is rare 
and as Kohala's works are available only in fragments, I have 
chosen this work for editing and preserving it for posterity. 
This edition has been done with the help of two other Mss., 
one, Kohalamatam by the same author, the Ms. available in 
the Trivandrum Oriental Research Institute, Kariavattam, and 
the other titled 'Svarataladilaksanam' from the same library. 
The latter work was taken up by me for a study during my M 
Phil. Programme. With these three Mss., I have tried to edit 
the present text. Due to paucity of time, further search for 
other Mss. has not been possible. Hence, I am limiting my 
edition with these three Mss. I hope, this attempt of mine 
would help the research scholars and enthusiasts. 

This dissertation is divided into three chapters: 

Chapter 1 Introduction 

Chapter 2 The edited text of Kohalarahasyam 

Chapter 3 Conclusion 

This is followed by an appendix giving the classification of 
Ragas as found in Kohalarahasyam. 
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CHAPTER 1 

INTRODUCTION 


The work Kohalarahasya by the ancient authority on music Kohala, is 
a part of a larger work, which is probably lost. Only fragments of the work are 
available. The present manuscript taken up for study contains the thirteenth 
chapter of the work entitled 'Ragadhyaya'. The work is in the form of a 
dialogue between Kohala and Matanga and deals with Ragas appropriate in 
certain contexts. 


THE AUTHOR 

Kohala is mentioned in the Natyasastra as one of the hundred sons of 
Bharata. He is an ancient authority on music. Kohala was the immediate 
disciple of Bharata and comes next to Bharata himself in merit of 
composition. While the Natyasastra (NS) of Bharata comprised eleven 
subjects, Kohala enlarged them into thirteen. Uttaratantra, latter part of NS is 
said to have been written by Kohala'. Even according to NS, Kohala was to 
write a treatise in Prastaratantram He is quoted by several later writers like 
Matanga (Brhaddesi), Damodara (Kuttanimata), Rajasekhara, 
Abhinavagupta (C. on Natyasastra), Saradatanaya and several other still later 
writers on music and dance. 

He appears to have have been the first to define the Uparupakas. He is also 
seen to have dealt with Katha and Akhyayika. 

1 M. Ramakrishnakavi, Bharatakosa, p. 153b. 

9 

M. Krishnamachariar, History of Classical Sanskrit Literature, Sn. 958. 
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Several texts are associated with him singly or with other writers like Dattila, 
Matanga, and Sardula. Perhaps his original work is lost, but he is remembered 
as the most important writers after Bharata. Texts associated with him are 

Abhinayasara 

Uttaratantra 

Kohalamata 

Kohalarahasyam 

Dattilakohaliya 

Abhinaya Sastram, attributed to Kohala may be a part of Kohala's work, or 
any later abridgement of it. Dattilakohaliyam purports to be a narration by 
Kohala to Dattila, and Kohalarahasya by Kohala to Matanga and these are 
epitomes of Kohala's work. Kohala's work appears also to have been a 
narration by Kohala to Sardula and this is seen from Kallinatha's long 
quotation. 


Contents of the present work: 

There exists a myriad of ragas in Indian music. Even though ragas 
have their own distinct character, it is very helpful to understand as well as 


appreciate similarities and differences between ragas. Classification is 
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generally the best method to identify the aesthetic as well as the technical 
quality of the raga. 

The thirteenth chapter of Kohalarahasya, that is now available and 
taken up for present study, contains lists of various ragas, classified variously 
into : 

1. Suryamasa, Madhyahna and Candramanisa Raga-s. 

2. Sampurna , Sadava, Audava Raga-s: 

3. Suddha, Chayalaga, Sankirna 

4. Purusha, Stri, Napumsaka 

5.. Raga-s associated with rasa-s 

1. Suryamasa, Madhyahna and Candramamsa Raga-s. 

The list of raga-s sung during the different parts of the day are given 
here. Such an association of raga-s with the different hours or watches of the 
day are also found in works like Sangitamakaranda, Sangitadarpana , works 
of Pundarika Viththala etc. However, the list of raga-s in each category 
mentioned in different texts vary. 

The benefits obtained from singing raga-s according to the proper time 
specified, as well as the sins accrued due to the non-implementation of the 
rules are also mentioned. Singing Suryamsa raga-s in the morning hours 
bestows happiness. Similarly singing Candramamsa raga-s in the evening 
brings about prosperity. It is also mentioned that if sung otherwise, 
problems with hearing, shortening of life span, childlessness, poverty, 
unhappiness, distress, heart pain, fear, weakness will occur. Also the untimely 
singing of raga-s will result in the mutilation of the raga-s and amounts to 
committing sin equal to brahmahatya. However, this is not an unpardonable 
sin. The remedial measure in case of wrong usage of the specified time is to 
sing Madhyamadi, meditating upon Lord Siva or Hari. There are also 
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exceptions when the raga-s may be sung barring the specified time, viz. in 
singing on Gods, while chanting holy names, weddings, while narrating tales 
on God, before commencing any prayer, etc. 

The time theory is strictly followed in the music of North India even today. 

2. Sampurna , Sadava, Audava Raga-s: 

Classification of raga-s by the number of notes employed in them has 
been a practice even during the days of gramaraga-s. A complete scale could 
be rendered as sadava and auduva by dropping one or two notes from them. 
However, there were strict rules as to which notes could be deleted from the 
parent scale. The raga-s were also similarly classified as sampurna, sadava 
and audava according to the number of notes present in them. Apart from the 
list of sampurna, sadava and audava raga-s , the benefits of singing these 
are also mentioned. By the singing of the purna raga-s, one attains longevity, 
prosperity, intellect, wealth, grains, strength, cattle, prosperity of the kingdom 
and progeny. By the singing sadava raga-s, one attains beauty of form 
(elegance), army, valour, good character and fame. Audava raga-s are said to 
be sung generally for reverting misfortunes and bringing about peace; for 
example, to overcome destruction, bad conditions, despair, theft of the 
house, diseases, defeat enemies, destroy fear and sorrow, and also in deeds 
involving pacification of the village, (in order to bring peace to the village) 
These verses are also found in the Sangitamakaranda'. 

4. Purusha, Stri, Napumsaka 

This text gives a list of Purusha, Stri, Napumsaka raga-s and the author says 
that these futher form thirty six raga-s based on their jati-s. The author 
probably refers to the Raga-Ragini-Putra system of classification. 


SM 3, 80-83 


1 
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In SM, list of raga-s under pullinga, stri and napumsaka raga-s are found to 
be different. It is opined that such a classification later led to the raga-s being 
classified into families, as raga-s, ragini-s (wives), putra raga-s (sons) and 
still later into the son's wives. 

In this work, only the list of raga-s under each group is given and and after the 
colophon ending the 13 lh chapter, a few lines mention this raga-ragini 
classification. It is not clear whether these lines form part of this work or are 
later additions. 

3. Suddha, Chayalaga, Sankirna 

"A suddha raga was understood to represent a melody which follows its own 
individual structural form, without carrying the suggestion of any other 
melodies. Salanka (sometimes called chaya-laga, carrying the 'shadows', or 
reflections of other melodies) raga-s are those compounded of two distinct 

ragas. A mode derived by crossing more than two melodies came to be 

known as sankirna-s (cross-breeds).' 

This classification is found for the first time in Aumapatam where the 
author lists 36 Suddha Raga-s and 63 Salaga Raga-s. From these 99 Raga-s 
are derived the Bhasanga, Kriyanga and Upanga Raga-s which total to 86. 


5.. Raga-s associated with rasa-s 

The masculine raga-s are associated with wonder, courage or anger, the 
female melodies are associated with sentiments of love, joy and sorrow while 
neutral melodies are associated with sentiments of terror, valour and disgust. 


1 O. C. Gangoly, "ragas and raginis", 1935, reprint 1948 p. 94 
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The manuscript 

The manuscript titled Kohalarahasyam has been obtained from the GOML., 
No. R. 787. It is a paper manuscript, 11x9 inches , 10 folios dealing with the 
thirteenth chapter of the work are only available. The ms. has 20 lines per 
page, about 18-20 letters per line. The characters are in Devanagari script. 
Letters are legible and clear. 


The Critical Apparatus: 

The present edition of the text has been made with the help of three 
Mss. The basic Ms. being the work Kohalarahasyam R. 787 described above. 
This Ms. is coded A. 

The Ms. C. 1724 titled Kohalamatam, a work supposed to be by same 
author, is taken up for collation. The contents found in A are seen in the 
fourth chapter of this work in folios 13-20 and this has been used for 
collation. This is coded B 

A third Ms. T. 2023 titled Svarataladilaksanam, from the Kariavattam 
Library, Trivandrum has also been used for collation. However, the verses 
found here are scattered and the contents of A are found here from the lines 
689-743 and 1023-1079. This is coded C. 

Very common spelling mistakes have been corrected as such and only 
significant variant readings are provided here. 

Using these three Mss. a critical edition has been attempted here and 
the edited text forms the next chapter. 
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pwW: % 2 ^ Wfi: 1 

TFM H W^ldWpi ^TT 11 

doHd *1#^ chi^^dT-oici: | 

|| 

^ ^fi c^ mR^Ri I 
^ftT #m# TFT^i^lVm II 
dr<R<N ^ ^idd<Rt>d<dld4>: I 
^nUi j K*W c[ Wlct ^T ^?T: II 

^fr 5 im^rr%Tr ^ I 

wt TTW^: II 
T*# ^dRldl vdldlfHN^ <J IdRdl: I 
Mdl^fd WI^R^RT WpHSJFT II 


1 A.^ 

2 B. ®IT 

3 A.^T 

4 b.$T 
5 b.^T 
6 a. °FT 
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cT TIW11 ^ ^TflVRT: ^Nd I 
IT <HHI=bu^ cRZT II 

^TR R # TT^T(T|T)%: WWT$ I 

^ud^Hril R W ^A: II 

'VnidHddKdicb ^'HldHddlRT 1 2 3 4 5 6 I 
^TTSt 'HMdlR Rfft?T II 

cKlfdcbl cRT ^TRT HHI'H^1«=hl I 
%TR?Mt RtRTT RRlft 7 8 RRTCt cRTT II 
3TR#T%T TT(^)ffeSRT TCR JpRd 9 10 11 RT I 
WRdldKdl ^TT >t\4m\W° R II 

RcRTT I 


1 b. C. srcFc 

2 B. C. f=RTct 

3 b. c.fr#d 

4 B. C.3}#d 

5 A. dd 

6 B. C. WrT 

7 A. WI'cR) 

8 B. eT C. cJ 

9 A.^T. C.fd^T 

10 B.% 

11 B. TTIe^Tlfe^I C. ^loichHlfichi 
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cbMfard w^rr II 

oMrMIflH yJPldlHi Wm\ %W$t I 
wr ^trft %rf|- q%r II 
t M W rldRcbldirl I 
^TFT ^TT W MNHI^hI II 
telF ^FPT 7 TR WIT WldM^ I 
31iwt oldKMI cT ^T ^T: HK child cl: II 
sfelT {HII'WIHUII^ fw TTcTT: I 
^gITW PhHIr^rll: II 
^ qSdPttqW^TRT^H^HteTT: I 

"N 

2 a^knft hmoi^^Ioi ct^it | 

; wfr fW r^T II 


1 a. f?r?r 

2 TRTW H'SIrl, qs^ll ^'rPTKff’T: I 3T3ft cf^frT Cl^TR sbV'M: RWRT I 


=t>Y=t><ril crfe ^l=irr tCd ter: if^fK s?Tf tettf rfd R^Refe^T: i ThesG lines seem 
to be out of place here; they are not found in Mss. B and C. 
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d^ciM ^ oi^-cbMl ^RTffT rWr I 
77f# ^ CT2TT II 

TTMif* 1 2 3 4 5 ^1T 6 7 8 9 li^Rfr ?P£|TSW I 
d)U|kl^c)d f^Fl^RTSTT 11 

WT^^Hddl ^ rPTT Wl^RTfe^T I 
9 H$KI$ WRfW ^T II 
wt s#Tgt ^r TTSTT HHIcRI^I I 
d)U|k=h oR13t ^ #r oKlfcLohl II 
cblHldl Hd^kl ^T WFTT ^fWTf I 
wm 

^TTcTt ^FTrfr^r ^Wld'KI^T 11 


1 A.Tn#t 

2 B.^T 

3 B.C. eft# 

4 A.d? 

5 A. %TF^TT 

6 A.#wf 

7 A. 7#f 

8 B.WfT C. WT 

9 A. WPTRTZZT TFTIW^#cr xf C. B^TTT# T^5FR?#or xT 
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Twm\ itm\ 2 rRTT I 



^fr 'hVi^I ^ffeT ct^tt i 



3Tl^feft ^TRT WrT WT: I 



3 A.^TT 

4 A. cTT 

5 C.^T 

6 C.^fe: 

7 B. C. oTTBlo 
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wi er^T3f CT2TT I I 

^tfn^ f^- II 
2 STP^Hrddi^ wg\ \ 

3fte#T Glided TnWfWI^tfCTT II 

^Pt?T: pch^ddj ^ftdd^pMd: I 
5 cbf^o*>fad #T <Mllf^%TTRTT: 11 
3TWT: ^ ^rqi: d>Hdfadl: I 

J ldHI=b u d 6 H<SlcHI cTT^ft d^dld^l II 
%iwr aftCFTT 7 ^T5^R?raT I 

*N 

m ^ ^?wr h^iRchi II 

tM 9 ^HMdJk^d Wn^lfe^cPTT: I 


1 c. ^r2t?t #r b. ^:fed d?n^ 

2 B. C. omits this line 

3 b. c. %ran 

4 B. C. %fd?T 

5 B. C. %fd?T ohwtFci^HIS' 

6 B.TB^f 

7 C. Alloiciwm 

8 B.wrt 

9 A.# 


10 c.^trm 






?) ^ i 


3. -qaioifll C. ■qstioicil 

A.sT 

A. omits these two lines. 

B. W?ft 

C. ^f>T# 

A. # 

B. C. eft# 

B. C. eft# 


B. C.Z 
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STIf: II 


/ ^m^TtaTFTT: W'W: I 


?Wt W ^TW^T f^TT^WTRite: 


WT(^T)?^ ^ U’cbVld ^ ^cT: | 


m\ Wlttt f^FTHT: to^S^TT II 


^IW<1l4; J ll'W-IM^I'W^rll: I 


m\: TFTTTFfer^: II 


^prr oKificbi ^prr 2 ?r#^r ^?tt: i 


dldrll ^Hddl JrW%T II 


iprto ci^chm! w^iH=hi 4 i 


^iRcbmlRcbi rr^TT wnwnfw II 




sn^rst #^ 5 cr§tr Ftr^rt i 


MdNI£|cK|d| ^ UFTT ; cf^ 2 ^febd>l II 


1 C omits the following six lines. 

2 B.C. eft# 

3 A. ¥ 

4 B. ^hT BcTT 

5 A# 
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OTT MdNMdl ^ I 

[^nqrr #r]^ 

^ ^^Icll^ d^^-|=hl: I 

wra ^ 5 wfr 4^fr ^iffr cp^t ll 
^Ndl wkI [^frrr^t] snfast crm i 
^T°TT ^pffr #r Wl<1 H^W^TT II 
wvm fswrr #r Mi % ^fem i 
6 ^ldHd^ M^Ffer^W: II 
WHlR4*H1*M %^Tt 7 ip^frM I 
wrr^<u|^|i|| ^Fi^iwq^Fr: II 


fp? d u dKdi 



^iwr: I 


^m\ wi^ater ^wfr crnfe^r II 


dd^ldd Wm 1 ^T%W c^-TT I 


1 B. C. eft# 

2 A.^#r^t 

3 C. dOTpd^'iTfeT 

4 B.^pjt #TC. I3WTTc5#t 

5 B. C.'^lfef 

6 A. TFTWFIM^T f##T 

7 A. nw 

8 B. C.M 
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*s 

cHMMi %t( ?)^lM^rdW«IT I 
^tft 4 wM w II 

te^Mf 4 tKTT TfWtfq | 

'HMcjl^rn #TT^r wft ^ MHK=bl II 
%#F$ ^ dddd KI d u ll cH <ril I 

6 T^?ft nfeT 7 ^rr ^it wm^rff II 
dMld-Mi ^ wTt 'HI^kI ^ Cl<^ J l u Fl I 

W'lfo*! ^T rRTT HKKUl cTcT: II 
wrol ^T fduldsbTd TO I 
^Hkllfa^ ^nWTl^^H W: II 
wrr^ <mi^i ^ ?t§tt I 

WOTT cT^TT II 


1 B. C.'oft 

2 B. C.^ 

3 B.?54 C. missing 

4 A. 3ti^M 

5 b. c. wrt wi 

6 A. ITRft 

7 C. 
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>HchVic i =i HdIKdH I 
TFTFit w^\ II 

rRTT ^TFK wfeti I 
^ J IK ##[ II 

3#t IM^rt TTR^rr TO^ft ww II 

^UMMcMoi^rriTT ^TK ^or I 

WlcTTJ#r ^ftcT ttrMt i^TT II 
i^JTM q#fn^ HK^oi r^NIrHchl: I 
wr^t wr^Tff 2 iffct ^im II 

rfTdT l c t d c ll H^dlcHIddHK^cT I 

^clcft M$4Id Wldlld ^nifafT II 
3#^ WPl^fW I 

4 ^ncR^RRT tj^r?T ^ fftt II 


1 B. cTT^FT ^TKToT: 

2 B. TOdTf: 

3 A. cTcRFcTFT 
4 B.^T?pTtT 




26 


CONCLUSION 

The work Kohalarahasya though available only in part is a very 
valuable text, and owing to its rarity, this principle edition of the text has 
been attempted in this dissertation. The text deals with five types of 
classification of raga-s, namely, 1. According to the time theory 2. 
Sampurna, Sadava, Audava 3. Purusa, Stri, Napumsaka, 4. Suddha, 
Chayalaga, Sankirna and 5. Based on Rasa theory. A small hint on the 
Raga ragini system is also found, though incomplete. 

The contents found here are also found in the Ms. Kohalamatam 
and also in Mss. titled Svarataladilaksanam and its related works. An 
indepth comparative study of these related Mss. may throw a light on 
the ancient raga system. It is also possible to find out the nature of the 
original work of Kohala, who is known to be one of the eminent writers 
on Music of ancient India. I intend to take up this study for further 
research. 

The contents of the text are also available in Mss. titled and 
related to Svarataladilaksanam. An indepth comparative study of all the 
Mss. related to these will throw a new light on the ancient raga system. 
It is also possible to find out to some extent what the original work of 
Kohala would have been like. I intend to take up this Ms. for a further 
study during my future research programme. 
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CLASSIFICATION OF RAGA-S 

in KOHALARAHASYA 


1. BASED ON THE TIME THEORY. 


suryamsa 

raga-s 

candramsa 

raga-s 

Desaksi 

Suddhanatta 

Bhairavi 

Salaga natta 

Suddha 

Suddha varatika 

Salagabhairavi 

Dravidi varatika 

Devakri 

Desi varatika 

Raktahamsi 

Nagavaratika 

Mahuri 

Chaya varatika 

Ragaranjaka 

Mahuri 


Andhalika 


Malharika 


Chayagaudi 


Karnatagauda 


Malavagauda 


Ramakri 


Uttara 


Chayaramakrti 


Rangacchaya 


Sarvavaratika 


Karnatavankala 
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CLASSIFICATION OF RAGA-S 

Into suddha, chayalaga, sankirna raga-s 


suddha 

chayalaga 

sankirna 

sankirna 

suddha 

kauntalavarati 

madhyamadi 

nagadhvani 

varatika 

dravidavaratl 

vasanta 

kamboj i 

todi 

saindhavavaratl 

hindola 

dombakrti 

velapuli 

avasthanavarat i 

gundakrti 

abhiri 

suddhagauda 

hatasvara varat i 

sankarabharana 

aparabhiri 

lalita 

pratapavarat i 

chaya 

srikanthi 

suddhanatta 

chaya todi 

sriraga 

saindhavi 

guranjika 

turaskatodi 

amrapancama 

saindhavi 

suddhabhairava 

chaya vejapuji 

dipa 

bhinnapaurali 

vankala 

pratapave]apu]i 

ghantarava 

paurali 

gurjari 

(gumnjika) 

vibhunjika 

gaudi 

madhukari 

andhajika 

khambha iti 

dhanasi 

salavahini 

adikamodika 

karnatagauda 

desi 

saurastri 

kolahala 

desapalagauda 

desaksi 

bhamman i 


tumskagauda 

malavisri 

pulindi 


dravidagauda 

somaraga 

sabari 


bhallata 

varatika 

megharanj i 


guranjika 

kaisiki 

nattanarayana 


chayanatta 

dravidagaudi 

utpal i 


purnata 

brmhani daksina 

ranganti 


bhairavi 

nagadhvani 

khasika 


mahuri 

karnatavangaja 

nadantari 


vejapuji 

saveri 

svabhavakri 


maharastra 

gurjari 

saindhavi 

devakri 


saurastra gurjari 


trinetrakri 


dravida gurjari 




daksinagurjari 




malhari 




kamodasihala 




ramakri 
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CLASSIFICATION OF RAGA-S 

INTO MASCULINE, FEMININE AND 
NEUTER RAGA-S 
AS GIVEN IN KOHALA RAHASYAM 


PURUSARAGA-S 

STRi RAGA-S 

NAPUMSAKA RAGA-S 

kaisiki 

varati 

tondi 

megharanj i 

dravidi 

tumskatondi 

sriraga 

suddhavarati 

mallari 

vankala 

nagavaratika 

mahuri 

chayanatta 

hindola 

karnatavankala 

desaksi 

lalita 

punnaga 

gurjari 

dhanyasi 

pulindika 

malaharika 

kurunjika 

phalamanjari 

gauda 

devakri 

dombakri 

margavagauda 

gundakri 

kamboj i 

chayagauda 

suddhasalavaratika 


karnatakagauda 

raktahamsi 


andhalika 

ragaranga 


cakravarti 

suddhabhairavi 


vangali 

salagabhairavi 


saindhavi 

mallari 


ramakriya 

kaumudi 


bhupala 

desihindolaka 


somaraga 

nagadhvani 


velapuli 






CLASSIFICATION OF RAGA-S 
Into Sampurna , Sadava and Audava Raga -S 


Purna raga-s 

Sadava raga-s 

Audava raga-s 

sriraga 

bhupala 

malhari 

malava 

chayagauda 

gurjari 

malava gauda 

somaraga 

saurastri 

sabari 

desi 

lalita 

megharanj i 

hindola 

nagadhvani 

andhali 

gurunj i 

kamboj i 

kaisiki 

malhari 

dhannasi 

tondi 

saindhavi 

puralika 

tumskatondi 

gundakri 

kolahala 

vankala 

ramakri 

chaya gauda 

mahuri 

phalamanjari 

dombakrti 

devakri 



raktahamsi 



desaksi 



bhairavi 



salagabhairavi 



Khambha iti 



karnatavankala 



suddha hindola 



punnaga 



suddhanatta 



salanganatika 



velapuli 



chayanatta 



varati 



dravidavarati 



nagavaratika 



karnatakavarati 



suddhavaratika 



kamodi 



Malahari 






